Producing cultures -The construction of forms and contents of contemporary youth cultures G&Ouml;RAN BOLIN As indicated from a quick look through published anthologies in the 1990s, much energy within Swedish (and possibly also Nordic) youth cultural studies has been spent on describing and analysing identity work in relation to media genres on a personal or individual level (see e.g. Bolin & Lbvgren, 1995; Ganetz & L6vgren, 1991; L6fgren & Norell, 1991; Mliegel & Johansson, 1994) . Nlost research within this tradition has been qualitative, much of it informed by ethnographic methods (e.g. Economou, 1994; Fornas et al., 1988 Fornas et al., /1995 Nissen, 1993; Petersson, 1990) .' Since the concept of identity work, originally taken from Thomas Ziehe (1982 /1986 cf. Cohen & Taylor, 1976 , suggests an active part played by the individual in shaping his or her identity, this has led to a strong emphasis on the productive side of youth culture, exemplified by conceptualisations such as 'symbolic work' (Nvillis, 1990: 1 lffi, and even 'the productive viewer' (Winter, 1995) .
-'
As a consequence of this identity focus, and the ethnographic methods used, youth cultural studies -as well as qualitative audience studies generally -have tended to favour a micro level analysis where individual interpretations of media texts have been highlighted, often in terms of pleasure, resistance, empowerment etc., which have mostly been studied from the perspective of the individual, i.e. which identities he or she comes up with as an end product. Few studies have taken the analysis further and linked this micro level analysis to a broader focus at macro levels; for instance linking identity production to the structural level of cultural forms, and how these cultural forms in turn deeply affect the possibilities at hand for the individual to construct his or her identity.
Although there certainly is nothing wrong with ethnographic methods, nor with a focus on identity per se, this research focus provokes questions concerning the 5I relation between cultural consumption and production, and between cultural form and content. May interest in these issues, which I will concentrate on in the following discussion, has evolved from some afterthoughts on a recently finished project on young men with a well developed interest in watching video nasties, i.e. action and horror films with graphically explicit depictions of physical (and psychological) violence (Bolin, 1998) . In the project I tried to combine three kinds of analyses of the young men's cultural practices: firstly in terms of public spheres, secondly in terms of taste as distinctive practices, and thirdly in terms of identity. In the following I shall be drawing on examples from that project, and arguing that in spite of several problems with the combination of these different perspectives, there were also advantages that followed from the tensions between them. My aim in this article is, therefore, to make some theoretical clarifications concerning the concepts production, consumption, forms and contents, in order to contribute to, and possibly advance, the critical study of contemporary youth cultural studies, and thereby go beyond both reductionist dismissals of youth agency as all bad and unproductive (e.g. Str6mholm, 1995) , and celebratory affirmations of youth cultural practice as all good (e.g. R6nnberg, 1997) .
I shall organise the discussion in four parts. (Garnham, 1995: (Jowett et al., 1996) (cf. Hall, 1980 (cf. Hall, /1993 (Ricouer 1973 (Ricouer /1977 (Hannerz, 1992: 26f).
Communicative relations, however, can be described in several ways: as networks, micro-cultures, subcultures, counter-cultures, communities, social movements, etc.
(cf. Bolin, in press). Not all of these concepts are in fact very appropriate to describe the Film Swappers' practices. Since they, for exemple, do not communicate face-toface and do not 'meet on an everyday basis' (Wulff, 1995: Negt & Kluge, 1972 /1993 (Svensson, 1991 (Hebdige, 1979 (Hebdige, /1988 Concerning age, the practice of watching videos is connected to youth, both when it comes to amount of time spent on watching video, and in relation to content. The amount of time spent in front of the video and in producing fanzines and amateur films decreases when they grow older and get girl friends, and when they become fathers (which has been the case with two of them). Genre Sexuality is a central theme in many fanzines and amateur videos. Derogatory remarks on homosexuals is, for example, common among the Film Swappers as well as generally in society (Henriksson & Lundahl, 1993 Gender seems at first to be highlighted by phenomena such as cross-gender identification. This is a viewer position traditionally ascribed to women (Mulvey, 1981 (Mulvey, /1990 Ang, 1985 Ang, /1991 (Williams, 1961) , experiences (Negt & Kluge, 1972 /1993 and habituses (Bourdieu, 1980 (Bourdieu, /1992 There is, however, yet another level to cultural production involved in studies of this kind, a level of crucial importance for how cultural practices are valued: the production of cultures through constructive ethnographic practices (cf. Bourdieu, 1980 (cf. Bourdieu, /1992 . In analytically describing a phenomenon, the researcher also to a certain extent constructs it: the researcher makes lived cultures come alive, so to speak. Culture is lived and the researcher is producing a narrative that can be enunciated and subsequently re-produced in textual form, and is thus engaging in textual productivity. Which kinds of production the researcher highlights in his or her textual productivity has inescapable effects on the way in which culture is reproduced. And if the researcher produces a text in which the culture in question is represented as engaged in production (rather than in consumption), this is truly a production of producing cultures.
This article is based on a paper presented to the Nordic Youth Research Symposium in Reykjavik,1998 Notes 1 Cf. Forn&auml; s et al. (1990) for an attempt to overcome the division between the qualitative and quantitative paradigm. In spite of this emphasis on the need to use both kinds of methods, the qualitative strand within youth cultural studies seems to have become dominant in Sweden, at least. For arguments on the importance of quantitative methods, see Czaplicka (1994 (Bolin, 1993; Sj&ouml; gren, 1993 Bolin (1998: 22-27 and 233ff). 5 Although the Swedish youths' interest in communicating with others abroad could be explained by the Swedish legal system, it does not explain the engagement of those who live in countries with a more permissive legislation. It could well serve as an explanation for Swedish boys' interest, but is hardly valid for Dutch youth. 6 Further discussion on these subgenres including the problematics of the concept of genre in relation to these categories of films can be found in Bolin (1993) . 7 Arguments for the expansion of the canon can be seen in academic writing (e.g. Shusterman, 1992: 140), which further indicates its countercultural, rather than subcultural, affiliations.
8 In the late 1980s it was common to advertise for the exchange as well as selling of extremely violent and graphically explicit video films in Cula tidllingen (a Swedish advertisement paper). This soon proved to be impossible, since film production companies and distributors kept an eye on the ads, mainly in order to protect copyrights. Strangely enough the legal authorities representing the state system seem to have been less interested in this kind of surveillance.
